Daniyal Mueenuddin's In Other Rooms, Other Wonders is reflection of Pakistani masculinity in a metamorphosed state. A disturbingly masculine vocabulary frames the appearance and actions of the female characters. In contrast, the speech and thought of the male characters is minified in words of loss and regret. Their material ambitions and the resulting show of power, is put into sharp contrast against an increasing impotency within their personal lives.
because the danger of being unmanned is ever present. Thus, proving one's masculinity is a constant preoccupation as is the concern over the loss of masculinity. It may not be surprising to find that in cultures such as Turkey, which controls female sexuality rigidly and at the same time requires that men flaunt their masculine prowess, men are intensely preoccupied with possible loss of sexual identity. This state of affairs could partially account for the persistent element of danger associated with the female sex, an element that introduces the possibility of subjugation through violence especially when and if female behavior is construed as a slight against masculinity or male "honor." 3 Increasingly, with the spread of education and globalization through multimedia, Pakistani women are being seen challenging this masculinity in varying capacities within different classes of society, resulting in a highly sensitized male insecurity.
Mueenuddin's interwoven stories allow a cross-sectional view of the Pakistani class system as it stands today. A vocabulary that hints at male insecurity in Pakistan is noticeable regardless of the author's primary literary intention. At a time when the global reader's curiosity about Pakistani society is in a heightened state, anthropological readings of such works are inevitable. The subtle metaphoric implications in the text do not necessarily inform the broader thematic structure, but provide a parallel strain of awareness. Indeed, in some stories men do successfully impose their power over female characters in the end, keeping the overall picture true to the type. However, consistent metaphors of death present the reader with an interesting interpretive dichotomy.
In these modern tales, the totems of masculine power are all there: expensive cars, pulsating generators and powerful machines; long roads, agricultural lands and urban mansions; wives, heirs and young mistresses. Yet in them the reader discovers a growing sense of decay and dissatisfaction. Large houses are musty and crumbling or childless and empty, lands are sold or taken over, women are old and bitter or youthful but conniving.
Nothing is right, and death waits in every story-room that is entered. These are male deaths in Post-9/11 Pakistan," notices how Pakistani ' "discourses" involve the manner in which women and their bodies are spoken and written about, and more fundamentally, what these words and attributions reveal about the cultural metaphors that shape dominant "realities".' 4 According to Rashid the 'formation of "body identity" through a political process reflects, reinforces, and even challenges the distribution of power between men and women.' 5 Mueenuddin, wittingly or unwittingly, presents rogue discourses in his stories which masculinize at least one physical attribute in most of his otherwise feminine characters, stripping the traditionally dominant male image of its authority. This leaves a telltale 'lack' in the masculine role. Traditionally, a semiotic approach to gender allots lack to the feminine, not masculine:
In the semiotic opposition of masculinity and femininity, masculinity is the unmarked term, the place of symbolic authority. The phallus is the master signifier, and femininity is symbolically defined by lack. 6 However, Mueenuddin's characters reflect a subtle yet identifiable shift in these roles.
In the first story "Nawabdin Electrician," Nawab repairs machines, rides a motorcycle, and brings home the money, but it is his wife who has a 'strong body' and a 'long mannish face' and to whom he responds 'obediently'. 7 In "Saleema," the maid with 'deep-set eyes,' leaves her own pitiful husband with an 'emaciated face' and rotting 'yellow teeth' sobbing like a child, and determinedly sets out to seduce Rafiq the valet. She is, we are told, 'exactly as tall as him'. 8 Jaglani's mistress Zainab, in "Provide, Provide" has 'strong hands' and a face which is 'angular, with high cheekbones' and which appears to Jaglani to be 'too forceful'
and reminds him of a 'cattle thief'. 9 Jaglani, who 'could order men arrested or released, could appoint them to government posts, could have government officers removed', himself 'feared Zainab' whom the village men think is 'like a hatchet'. 10 "About a Burning Girl" shows us a sessions judge in the Lahore High Court whose wife is an 'iron lady' and 'the poor man's Lady Macbeth' in his own words. 11 He pays his 'respects' to her every morning as she sips tea in bed.
Contrastingly, male characters undergo consistent truncations in stature. Shot in the groin, Nawabdin suffers a narrow escape from possible impotency. Rezak is stripped by the police and tortured horrendously, his legs tied wide apart. Jaglani develops a fatal cancer, and witnesses a cruel decline of political and physical power as he helplessly awaits his own death. K.K. Harouni has a serious heart condition, his earnings are dwindling, and he is being manipulated into selling off large chunks of his land at nominal prices. Murad Talwan, with his 'feminine lips' suffers being cuckolded. Rafik has thin arms and body, false teeth, and an inadequate 'rotating' mouth. Images of men in dentures and yellowing teeth recur in the stories as motifs of eroding power.
The description of a K. K. Harouni's dead body is a metaphor for the death of the traditional Pakistani male within Mueenuddin's story realm. The corpse is a mockery of his earlier image as a polo, and tennis player with a 'handsome golden face' like a god. 12 The body of K. K. Harouni lay on the floor, wrapped in a white cloth, his jaw bound closed with a white bandage, the knot tied jauntily near one ear. His dentures had been lost, and his cheeks had caved in. His body had shrunk, lying among rose petals scattered by the servants. 13 He is survived by three authoritative daughters. The house is also teeming with women, like ants around a dead insect. Harouni's old wife and his mistress Husna are there and 'all sorts of women had come, women from all phases of K.K.'s life, and more kept arriving, clicking through the front vestibule in high heels, spilling out into other rooms.' 14 The crowds of women highlight the lack of male heirs. This surrounds Harouni's death with a sense of feminine triumph.
Rezak's death in "A Spoiled Man" evokes the same pathos. The story revolves around Rezak, a poor man who is employed by Sonya, Sohail Harouni's wife, to tend to the orchard because she feels sorry for him. As his condition improves, he builds himself a wooden shack on stilts at the back of the orchard and marries a 'simple' girl who cannot talk but tends to his house. The marriage makes him feel finally that he can join the male ranks. He feels more equal among the men in the bazaar. Of all the male insignia, cars are the most prominent in these stories. These are more than mere symbols of power. Ownership and control of vehicles reflect a territorial impulse and their defense partakes of an essential war of survival. In "Nawabdin Electrician", the main character strives for hierarchical recognition in a world of competing males. His work as an electrician is an extended sexual metaphor. The readers follow his phallic initiation into an imperiled fraternity. With the village men crowded around, he enters a room housing an unresponsive pump and electric motor, and 'takes liberties' with it. Flipping out his 'screwdriver, blunt and long,' he cracks 'the shield hiding the machine's penetralia'. 20 He smears the machine with 'sticky mango sap' and miraculously, has the pump started. It is this success in proving his ascendency over machines that earns him a motorcycle from K. K.
Harouni, and it is the defense of the same motorcycle that causes him a serious injury. With the ownership of a vehicle, he finally achieves that much desired first badge in a wheeled, masculine world: 'The motorcycle increased his status, gave him weight, so that people began calling him "Uncle," and asking his opinion on world affairs, about which he absolutely knew nothing.' 21 It is consequently inevitable that Nawabdin should be envied by lesser equipped, aspirant males in the area. Almost predictably, one evening he finds himself held at gunpoint by a ruffian from a nearby village, who wants to steal his motorcycle. The ensuing scuffle is a battle for possession of wheels. As each man makes a grab for the motorcycle in turn, the thief shoots the electrician in the groin, but 'Nawab couldn't let him get away with this. The bike belonged to him.' 22 With the blood 'warm in his pants,' he watches the robber as he 'stood the motorcycle up, pushed it twenty feet, panting, then tried to start it.' At this point, men from the village intervene and in turn, shoot the robber. Both men are taken to a nearby dispensary where Nawabdin, emerging as the brave defender of his trophy, replies to the pharmacist's enquiry about the cause of his injury with: 'He tried to snatch my motorbike, but I didn't let him.' 23 To his relief, he is given the assurance that the bullet has missed his genitals, and at least one aspect of his masculinity is secure. Unlike
Nawabdin, who gets special care and treatment, the robber has no such claim to manhood. In the pharmacist's indifferent dismissal of him --'He's a dead man'--we see his smooth slide into oblivion even before he actually breathes his last. His inability to get the bike is more decisively terminal than his literal death. The story ends with one man dead, and Nawabdin thinking 'of the motorcycle, saved, and the glory of saving it' and the extent that his stature 'was growing' as a result.
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The vehicles in Mueenuddin's world appropriately reflect each owner's rightful place in the social strata. Nawabdin's Honda70 motorcycle is hierarchically inferior to Jaglani's Jeep, which is in turn less powerful than Makhdoom Talwan's roaring new Pajero landcruiser. The sessions judge is in a weaker position with a Suzuki car that reflects a civilservant's postcolonial fall from grace. He admits:
The car I drive is another of my trials. I fit inside of it like an orang-utan in a shipping cage; but for the moment, on a gazetted salary of fourteen thousand rupees, I do not presume to get a bigger one.
The British built the large but run down house in which I am quartered. My wife got this residence allotted to us by spending a month camped in the living room of her second cousin, a deputy additional secretary, and our greatest fear is that someone senior to me will see it and covet it and take it. 25 Faced with his dominant wife, a deteriorating house and a small car do nothing to restore his crumbling manhood. Coming home one evening, the judge guesses from a 'guest's enormous Land Cruiser parked in the verandah, she must be the wife of a big fish' that his own wife is aiming to catch, and resigns himself to a lesser position of power. Aslam's study highlights the areas of stress for a Pakistani male in the 'dynamics of gender relations where men cannot see women as inspirational without being perceived as a "wimp" and cannot take financial help from their own wives for fear of being labeled "dishonourable" and having their social reputation stigmatized.' 26 In that sense then, the judge in this story is a failure. A stark projection of the emblems of masculinity foils the internal insecurity of the male characters. The female characters show an emotional frigidity that offsets the men's 31 Her focus is on getting a baby since neither her own husband, nor Jaglani has impregnated her. When she pleads with Jaglani to give her his son's child to raise, he knows her demand is in payment for living with him in feigned ignorance of their sham marriage, but he succumbs nonetheless. In snatching another man's wife because he is socially superior, yet prioritizing his first wife and sons to keep up a worldly charade, he seems to hold all the reins of power.
His lands and the surrounding village are named 'Dunyapur' meaning 'a small world'. Yet he is horrified by the realization that this perfect world 'had been spoiled for him by the presence of Zainab.' The reduction of his person starts from within, as he is hollowed out by a cancerous growth which is a manifestation of his emotional erosion. His derision of himself is deathlier than his disease.
He reproached himself for taking his eldest son's daughter and giving her to Zainab, transplanting the little girl onto such different stock. Secretly, and most bitterly, he blamed himself for having been so weak as to love a woman who had never loved him. He made an idol of her, lavished himself upon her sexual body, gave himself to a woman who never gave back, except in the most practical terms.
She blotted the cleanliness of his life trajectory, which he had always before believed in. She represented the culmination of his ascendance, the reward of his virtue and striving, and showed him how little it had all been, his life and his ambitions. All of it had been thrown away, his manliness and strength, for a pair of legs that clasped his waist and a pair of eyes that pierced him and that yet had at bottom the deadness of foil.
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When he says goodbye to her for the last time, his half-hearted assurance that his sons will look after her, is met with a clipped 'Fine' from Zainab. Although he walks out and gets into his jeep which is being polished by Mustafa the driver as usual, the gleaming jeep does nothing to elevate him. It only serves to highlight the incongruity between his inner state and his outward appearance. 
(Emphasis mine)
In that sense then these stories do prescribe an alternative look at female bodies than the socially constructed one in Pakistan. The main female character in Saleema has no scruples in using her body to get financial security. We witness a defiant role-reversal in that he is not the victim; she is the one who sets out to hunt the males and asks herself, 'After all, why not?
Why shouldn't I?' She violates the traditional role by revealing her impatience with Rafik's hesitation in succumbing to her:
She looked over at him, his serious wrinkled face, his stubble. Despite the rain, moths circled around the lamps hanging from the ceiling. She kept bumping her hip against the pillar. Come on, come on, she thought. Finally, he said, 'Well at least they haven't started planting the cotton yet.'
She turned, with her back to the pillar. 'Rafik, we're both from the village, we know all this.'
He looked over at her quickly. His face seemed hard. She had startled him. Then he did come over. 35 Instead of waiting for Rafik to make the first move, she puts an end to his small-talk by effectively challenging him to make a physical move. When he hesitates, she puts her arms Ambiguity about his 'western' preferences in language, dress and food, has only resulted in more confusion. This continual rehabilitation of Jinnah as a key figure makes him an uncomfortable role model for Pakistani men in particular. Since a monotheistic archetype is a fusion of both the principle of unity, and a concern with individual perfection, it is destined to fail as an ideal. 44 It does not allow for the decline and fall necessary for the making of a hero. leading to an unfair incarceration of women and in facilitating oppression against them by men. 46 Despite the suppressed criticism felt at the time, what followed was 'the first literal fusion of the heroic/martial archetype and its monotheistic counterpart with the advent of Zia-ul-Haq, consolidating further the violence inherent to the masculine-religious perspective.' 47 As Maleeha Aslam points out:
Misogyny was institutionalized in law during General Zia's regime (1979) (1980) (1981) (1982) (1983) (1984) (1985) (1986) (1987) (1988) . The state started promoting ulema for political gains and to give Islam an "official" face. Maceration of the feminine side of Islam was indirectly allowed by a state that was driven by "militaristic machismo" and interested in promoting an "ulemasculinised theology" that was primarily "aggressive and violent". With respect to the differentiation between societal subsystems, it exists in the dividedness of the subject which has become fractured, decentred. It also exists in the structural coupling of certain function systems, for instance when the economic system causes resonance in interaction-systems.
Such resonance can help explain forms of domestic violence, which are related to notions of masculinity and femininity. violence the label of 'violence', the status quo of any social system cannot be recognized as violent. 55 Research carried out in 2010 exploring Pakistani masculinities finds that men think 'violent behaviour and harassment of powerless groups [is] a part of being a real man'. 56 The attitude of the policemen who beat Rezak shows a cultivated callousness which reflects that real-world attitude.
The two uniformed policemen lifted Rezak off the hook and threw him to the ground. Rubbing his hands together, the big man looked down at Rezak appraisingly, as if considering his next move.
'Stretch him out and bring me the strap.'
They pulled down his shalvar, carried him to a bench, and stretched him out on it, one pulling his arms and one pulling his feet. They had removed his kurta when they hung him up on the wall. 
III
The underlying metaphoric theme of Mueenuddin's work does point toward a declining masculine order. That may or may not necessarily reflect a real change, but the text could be read as the desire to deconstruct the existing framework of Pakistani masculinity to allow for a positive change. Death, disease, and loss are essential for new life and new beginnings. As such, the collection is not ultimately a dire picture.
References to strewn, useless, or rusting tools are utilized as symbols of ineffective masculinities. The tools are shown in repose and are only dimly illuminated against a swallowing nighttime darkness. In Nawabdin Electrician, we see the moon at night 'throwing dim shadows around the machinery strewn about, plows and planters, drags, harrows.' 59 The headlights of Jaglani's jeep, as it drives into the dusk, illuminate 'the tractors standing in a row along the wall, plows and harrows and disks here and there.' 60 Rezak's files, hammer, plane and a level lie useless in his hut after his death, mocking his incapacity at keeping a wife. Tractors, jeeps, cars and motorcycles feature prominently in these stories as means of keeping up appearances, but in Lily's dream they are a metaphor for change.
She had a dream. Flying alone in an airplane, high above the clouds through an ice blue sky, the wing caught fire, orange and flickering. Metal flew off in sheets, the machinery coming apart. A panel above her opened, crumpling back, throwing her out into the slipstream, and her parachute shook out like hair falling loose, streaming lines, then a canopy overhead. The plane spiraled away below her until it became a speck and hit the ground with a burst of flame, as she drifted down alone through an enormous sky. 61 Lily's 'drifting through an enormous sky' and the plane which she sheds off is her metamorphosis into a free-flying state from a mechanized male one. The image of machinery coming apart is a reinforcement of the theme of disintegration and decay. Yet paradoxically, hopelessness is not the axial theme. In showcasing decay, the possibility of an organic cycle of healthy rebirth is the real revelation. Mueenuddin's revealing chain of stories propels readers towards an anticipation of undiscovered wonders yet awaiting us through new doors into other rooms of the future.
